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Summary of the Research 
 
 
This practice-based research investigates the ability of sound to influence perception of 
place. It seeks to understand the ways in which sound acts as a modifier of, or as a generator 
of ‘placial’ sensing. It acknowledges the academic work undertaken to date in relation to the 
topic, but identifies that extant academic analysis has been largely informed by cinematic 
audiovisual practices. This leaves little scope for investigation outside of the immediate field 
of screen culture, and similarly dictates understanding of creative development within a 
broader sonic arts practice. With that in mind, this research acknowledges such approaches, 
and in turn moves to recontextualize them into a broader sonic arts installation practice. This 
provides a platform for examination of an expanded range of perspectives, with regards to 
perception and immersion in audiovisual experience.  
 
The research subsequently finds that issues surrounding ‘the offscreen’ define the keystone 
of conceptual expansion, and outlines new terminology to aid in doing so. This provides the 
framework for an expanded definition of placial sensing, arbitrated through sound. Moreover, 
it identifies sound itself as a ‘virtual place’. This is understood as a cognitive intermediary 
space, post-hearing, and pre-listening. In doing so, it posits perception-as-interpretation as 
the key actuator of both placial sensing, and greater audiovisual engagement with an artwork.   
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Chapter 1:  
Introduction 
 
1.1  CLARIFICATIONS 
For the purpose of clarity within this research, the following distinctions shall be made:  
 
● Listening is distinct from hearing - the former is a lifetime practice that depends on 
accumulated experiences with sound;  a combination of ​complex affective, cognitive, 1
and behavioral processes.  The latter is solely a biomechanical detection of sound via 2
vibrations and pressure changes. 
 
● Sound is divided into two categories: ‘sound objects’ (acoustical representations of 
material things), and ‘sonic effects’ (the emotional and psychophysiological influences 
sound objects have on those who experience them).   3
 
● Space and Place are understood as separate terms with distinct meaning. Space is a 
construct dealing directly with materiality, physicality, and acoustics. Place instead 
refers to sense of space that is “an attribution of meanings, feelings, sensory 
perceptions and understandings”.   4
 
● ‘Experiencer’ is used to describe a participant in an audiovisual experience. It 
substitutes the frequently, and equally incorrectly catch-all term ‘viewer’. This 
substitution is a response to the unfortunately remaining problem of contemporary art 
discourse insufficiently acknowledging or theorizing the sonic arts within the realm of 
1 Pauline Oliveros. “The difference between hearing and listening | Pauline Oliveros | TEDxIndianapolis” (video), 
2015, accessed 2019-01-16, https://www.youtube.com/watch?v=_QHfOuRrJB8 
2 Kelby Halone et al., "Toward the establishment of general dimensions underlying the listening process" in 
International Journal of Listening ​, 1998, 12, DOI: 10.1080/10904018.1998.10499016 
3 Jean François Augoyard et al, ​Sonic Experience: A Guide to Everyday Sounds​ (Montreal: McGill-Queen's 
University Press, 2006), 4 
4 Setha Low, ​Spatializing culture: the ethnography of space and place ​ (New York: Routledge, 2017), 12 
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the so-called visual arts.  ‘Viewer’ and ‘listener’ are separate terms with singular and 5
specific meaning, and are used in this research as such.  
 
● In any of my own descriptions of a person, wherein gender is undefined, ‘they’ shall be 
used as the primary pronoun. Any situations otherwise within this research, where 
specific gender is attributed in a case where no actual context for assuming gender is 
provided, exist only in referenced material by authors other than myself.   
 
 
1.2  OVERVIEW 
The dualism of mind and body is a philosophical problem that has existed for nearly two and 
half thousand years. As such, defining the place of thought has been a natural extension of 
the problem: where are we when we think? A more apposite inquiry arises from philosopher 
and cultural theorist Peter Sloterdijk’s question: “Where are we when we listen to music?”  6
Though Sloterdijk’s query is grounded within traditional musicology, it can be reduced to a 
more relevant and applicable form as the simpler question, where are we when we ​listen ​? 
This reduction provides a fundamental investigative basis for this practice-based research. 
My own practice of listening has its beginnings in music performance, succeeded by chapters 
in vocational score and sound design for moving image media, before presently arriving at the 
site-specific/site-responsive sonic arts installation focus that so drives this research. It is with 
this history and combination of sonic arts foci that this research is able to offer original 
explication as to the place of listening, given the distinct insight into spatial sonic relationships 
offered by each discipline. Although the conceptual framework of the research is structured 
around audiovisual relationships and principles of immersion within cinema, the main focus 
across both the theoretical and practical components is driven by a curiosity to explore how 
sound itself acts as a virtual space. This intersection between sound and spatiality therefore 
offers a unique position from which to question the mechanics of the listening experience, 
and how it may manipulate perception of the environment around us. The questioning, at its 
5 Caleb Kelly, ​Gallery Sound​ (New York, Bloomsbury Academic: 2017), 7 
6 Peter Sloterdijk, “Wo sind wir, wenn wir Musik hören?” in ​Weltfremdheit​ (Frankfurt am Main: Suhrkamp, 1993), 
294 
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most simple, is as follows: If sound itself is a place, where is it? What is it? How is it formed? 
How does it interact with a greater ‘placial’  perception? 7
 
  
1.3  RESEARCH FOCUS AND METHODOLOGY 
This project is practice-based research, and has evolved through a range of methodologies. 
Early approaches were focused around an interrogation of sound within cinematic examples 
of immersive experiences. This came as the result of prior work and research experience in 
vocational score and sound design for the moving image, and was further informed by my 
ongoing practice as a musician and sound artist. The latter influence marked an important 
point of inception for the research due to a history of investigating spatial and placial 
relationships in my sound works overall. For example, within my 2016 release ​BCSC EP​, I 
explored capture of existing place within a soundscape studies framework - the source 
material for the album was recorded in the Victorian high plains during a residency program at 
the Bogong Centre for Sound Culture. Within a more conventional musical setting, I have 
maintained a focus on spatial activation in performative contexts. In ​Swarm & Murmuration 
(2015, 2013)  I employed 40 smartphones as sound emitters to create an immersive swarm of 8
sound, the work able to be sonically rebalanced by audience members through moving 
themselves or letting the sound emitters move around them. My solo performances otherwise 
have historically employed multichannel playback systems, often in unconventional 
arrangements. Within my musical practice, the conventional sonic frame of unidirectional 
performer/audience focus is continually intentionally avoided, allowing the sonic performance 
itself to be explored as a place of listening. This sustained focus on sound and spatiality 
within my parallel musical practice directly influenced an eventuating focus on the 
mechanisms of sound within offscreen spaces, a place within moving image media where 
sound breaks free of frame and affords perceptual manifestations of its creation alone. This 
investigation of sound within offscreen spaces directly marked the transition into a 
practice-based research framework, wherein the practical component was oriented within an 
7 Placial is to place as spatial is to space; of, or relating to place. 
8
 Performed at MONA FOMA Festival, and Liquid Architecture festival of Sound Art, respectively 
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installation-based format, whilst maintaining the methodologies of sound from within the 
frameworks of moving image media. This combination prompted the investigation of the 
merits of cinematic principles of immersion transposed to an installation-based sonic arts 
context as outlined within this thesis. Works contemporaneous to this transitional period 
began as highly conceptual experiments with layering of placial representation, as well as a 
testing of the limits of immersion. The works themselves consisted of installation-based 
presentations of sound and sculpture, and were based on a critique of materials and placial 
identity, often examining industrial processes through artefact. Drawing on my understanding 
of cinematic audiovisual principles, I would create the works intuitively then judge and 
examine them thereafter. I also created moving-image versions of the installations as a way of 
comparing and contrasting the compositional elements of the works in both cinematic and 
installation-based contexts. Importantly, I found that whilst the works were conceptually 
sound in a critical fine arts context, in practice they violated the cinematic covenant I had 
used to develop them, and ultimately had failed in a traditional cinematic ‘suspension of 
disbelief’ context. In pursuing active perceptual engagement I had unwittingly forgone the 
necessary passive perceptual engagement required for suspension of disbelief. As a result, I 
turned my attention to the merits of this violation. A strict avoidance of moving image media 
thus released the project to allow for innovative development within expansion of offscreen 
space. 
 
As these examples of works were dealing entirely with static visual media, sound acted as the 
primary narrative conduit. This also revealed sound to be a generative component of the 
work, in that it prompted a creative response from the participant. This resulting sense of 
passive activity catalysed an investigation into sound itself as a placial element. The 
investigation explored cognitive intermediary space through the lens of the Japanese concept 
of ​Ma ​, ‘mythical space’  as defined by geographer Yifu Tuan, as well as neuropsychological 9
influences such as anamnesis,  misattribution,  and amodal completion.  The findings from 10 11 12
9 ​Yi-fu Tuan, ​Space and Place : The Perspective of Experience ​ (Minneapolis: University of Minnesota Press, 
1977), 99 
10
 ​An effect of reminiscence in which a past situation or atmosphere is brought back to the listener’s 
consciousness - Augoyard et al, ​Sonic Experience ​, 21 
11 David ​Huron, ​Sweet Anticipation: Music and the Psychology of Expectation ​, (​Cambridge, Mass; London: MIT, 
2006), 137-138 
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this investigation were key to my development of three fundamental concepts: expanded 
perceptual space, abstracted perceptual space, and sound as virtual place.  
 
To gain a comprehensive understanding of the mechanisms of these new concepts required a 
shift in the focus of the practical component of the research from installation-based to 
site-responsive and/or site-specific. This shift represented a change from an interrogation of 
sound existing absolute to attendant environment, to an examination of how sound influences 
perception of established environment. As a result, the respective artworks responded 
directly to findings in the research in their developmental process. A consideration of the 
failings of the installation-based works led to an incorporation of tonal elements into the 
compositions for the site-responsive/site-specific works. (This was a result of 
tonally-prompted emotional influence being a largely unincorporated element in the early 
works.) The inclusion of harmony  in the sonic component of these artworks afforded greater 13
breadth of investigation into the full potential of sound to influence perception of place. This is 
due to the inherent emotional loading of musical sound as opposed to atonal sound. 
Furthermore, the lattermost artwork employed an iterative method in order to analyse the 
effect of superimposed soundscape on a number of different physical environments.  
 
 
 
 
 
 
 
 
 
 
 
12 The special case of completion behind occlusion - “Shape Contour Perception”, ​Zililab​, accessed 2018-03-23, 
https://zililab.psych.ucla.edu/research/shape-contour-perception/ 
13 As pertaining to chordal structure, relationships, and practical combination in music. 
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1.4  AIMS 
The main agenda of this research is to develop an understanding of the ways in which sound 
influences perception of place. To achieve this, I aim to: 
 
1. Investigate cinematic principles of immersion and audiovisuality transposed into a fine 
arts context. 
 
2. Explore the concept of sound as a virtual place, and develop a thorough philosophical 
understanding of its associated experiential value. 
 
3. Apply critical theory and analysis from a range of fields (including philosophy, 
psychology, film theory, acoustics, and neurobiology) to examine the influence sound 
has on perceptual engagement with place and environment. 
 
 
1.5  RESEARCH QUESTIONS 
The research questions guiding this study are as follows: 
 
I. In what ways can cinematic principles of immersion and audiovisuality inform sound 
theory and practice in a fine arts context? 
 
II. How can these principles of immersion influence perception of place via sound? 
 
III. How might this be explored in the context of my arts practice? 
 
 
 
 
 
 
7 
 Site Unseen 
 
1.6  ARGUMENTS & OUTLINE OF THE EXEGESIS 
Chapter 1 presents the starting motivation for this research project. It identifies the original 
impulses, the aims, research questions, and objectives in undertaking a study of the influence 
of sound on perception of place.  
 
Chapter two provides a systematic overview of cinematic audiovisual principles of immersion 
understood within a fine arts context. By so doing, it outlines the merits of audiovisuality when 
dealing with static visual media as the entirety of the viewing experience. The theoretical 
framework of chapter two is centered around an exploration of the offscreen and its 
metadiegetic value. I examine the experiential differences between cinematic and gallery 
settings in order to establish the limits of perceptive manipulation. I then explore video games 
as an audiovisual experience intermediary to cinema and gallery, wherein sound stabilises 
nonlinear temporality. I argue sound as a narrative conduit exists entirely within the offscreen 
within the context of static visual media audiovision. By so doing, I posit ‘expanded 
perceptual space’ and ‘abstracted perceptual space’ as expansions of delimited cinematic 
terminology. 
 
Chapter three explores cognitive intermediary space in order to define the concept of sound 
as virtual place. It follows an evolution of inquiry from definition, to generation, to the resulting 
effect on the experiencer. Definition is established through a delimiting of the concept of 
Liminality. The definition is then extended through readings of the Japanese concept of ​Ma ​, 
and mythical space. I then discuss generation via the concept of ‘perception as interpretation’ 
as defined by Salome Voegelin. The resulting effects of sound as virtual place are then 
understood by means of the neuropsychological concepts anamnesis, and amodal 
completion.  
 
Chapter four is a chronological overview of the series of major works that form the basis of 
this research. The first two artworks — ​Location Study No. 7 ​ and ​Hewn​—​ ​test the viability of 
suspension-of-disbelief within an installation-based sonic arts context. ​Location Study No. 7 
is structured around a concept of placial layering, employing sampled organic artefacts and 
industrial soundscape studies to denote evocations of place. The artwork also employs a dual 
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headphone/speaker playback system, so as to create multiple sonic perspectives within the 
same work. ​Hewn ​expands the creative methodology within ​Location Study No. 7 ​ to 
encompass the entire installation space as an artwork. Within the space, multiple speaker 
types are deployed in a multichannel format to further expand the idea of multiple sonic 
perspectives within a single artwork. Text is also included, along with material artefact, 
following the established focus on placial layering. Both artworks explore the ways in which 
cinematic principles of immersion may be employed within a gallery setting, and what 
perceptual extension is afforded by various offscreen emphases. They investigate how the 
concepts of expanded perceptual space and abstracted perceptual space within the artworks 
afford an imagined placial layering via sound. Both artworks are contrasted to respective 
moving-image documentational artworks as a way of highlighting the limits of perceptual 
manipulation in the respective media. The next artwork — ​Wardens​—​ ​shifts the focus of the 
investigation to site-specificity, with an exploration of perceptual extension of pre-existing 
place. The artwork itself is comprised of a performative multichannel sound installation, using 
small speakers situated underneath a cluster of vending machines in a shopping street in 
Japan. The sonic content is comprised of electromagnetic recordings of the electrical fields of 
the vending machines, processed to create chordal clusters with which to perform. It explores 
the significance of the shift within the place of exhibition from gallery to in-situ, as well as the 
influence of musical tonality and harmony on the sonic experience. The final artwork 
—​Envoys​— is then presented. It draws upon the findings inherent within the previous work to 
develop an expanded iterative method. The artwork itself is a self-powered multichannel 
speaker system, housed within a sculptural art object. The object contains a light, to act as a 
sonic and visual beacon for wherever it is performatively installed; for the purpose of the PhD 
exhibition, it had visited four separate sites to date. At each site, video and binaural sound are 
used to document the object in-situ. This method is used to explore the influence of sound on 
a variety of environmental instances.   
 
Chapter five is a presentation of the key findings within the research. It addresses the original 
research questions, and in turn summarizes the conclusions of the work. It subsequently 
outlines the creative and scientific areas of interest that have been generated during the 
course of this study.   
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Chapter 2:  
Expanded and Abstracted 
Audiovisual Relationships  
 
 
2.1  OVERVIEW  
Cinema has played a central role in defining the relationship of sound to visual media. As 
cinematic practices have expanded the realm of sound and vision, its aesthetic traditions of 
immersion have also been exported to other media.  The particular export of interest within 14
this chapter is the meeting of sound and vision within contemporary art, where atemporal 
sculptural components form the breadth of the visual experience. This chapter therefore 
examines the principles of immersion in cinematic audiovisual experiences, and how they 
may be transposed to operate within an installation-based sonic arts framework. The 
audiovisual principle of ‘the offscreen’ forms the theoretical basis for this chapter. This is then 
expanded through the lens of metadiegesis and focalization, and within a presentation of 
video games as an intermediary audiovisual experience where sound stabilises narrative in 
instances of non-linear temporality.   
 
The methodology established within this research project evolved out of a previous focus on 
vocational score and sound design for the moving image. Prior to this practice-based 
research framework, my practical focus was almost exclusively centred on designing sound 
for screen-based audiovisual media. As the focus of my parallel studies began to shift into 
sonic arts installation practice, the artworks produced investigated an expansion of narrative 
beyond the borders of the screen. In this case of this research project, this has largely 
14 K.J. Donnelly, “Extending Film Aesthetics: Audio Beyond Visuals”, in ​The Oxford Handbook of New Audiovisual 
Aesthetics​, eds Claudia Gorbman, John Richardson, and Carol Vernalis, (New York: Oxford University Press, 
2013): 358 
10 
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manifested as a pairing of sonic arts and atemporal/non-kinetic sculptural media, in both 
gallery-based and site-specific exhibition platforms. Notwithstanding the distinct change of 
field, the approach to sonic composition within the new works maintained the methods and 
tools used to afford perceptual immersion in cinematic audiovisual experience - a skill set 
established within the aforementioned focus of designing sound for screen-based works. The 
decision to employ these approaches within a fine arts context was the result of an attempt to 
controvert the traditionally critical experiential circumstances often presented within the 
‘White Cube’  - a term used by art critic Brian O’Doherty to define the ubiquitous 15
contemporary white-walled gallery space.  
 
The installation-based sound works completed prior to beginning this research project also 
share a common bond with the use of atemporal visual media, as both court an embodied 
sense of stasis. Aside from the near indistinguishable visual oscillation of some light sources 
used within the works, the majority of the accompanying visual media were physically still, 
comprised of physical artefacts from the natural landscape such as stone, soil, water, and 
plant life, as well as vessels to house the sampled artefacts. This pairing of atemporal and 
temporal raises an important question regarding how static sculptural elements are treated in 
place of a moving image, considering that the methodology of this research project is heavily 
informed by the relationship of sound to ​moving ​ image media. This presents a wealth of 
potential investigation when we consider that atemporal objects do not necessarily need 
sound to support them. Granted, the added value of audiovisual experiences is reciprocal, as 
sound colours vision much in the same that images influence sonic perception. However, in 
cinematic examples the screen remains the principal support of audiovisual perception.  16
 
Within the cinematic realm, the term ‘suspension of disbelief’ is often used to describe an 
immersive experience at its most profound, one such that an experiencer ultimately cedes 
their willingness to discredit the verisimilitude of what they are experiencing.  
 
 
15 Brian O’Doherty, ​Studio and Cube: on the relationship between where art is made and where art is displayed 
(New York: Columbia University, 2007): 40 
16 Michel Chion, ​Audio-Vision: Sound on Screen ​ (New York: Columbia University Press, 1994), 21 
11 
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The criteria for suspension of disbelief, as described by neuro-psychoanalyst Norman N. 
Holland, are as follows:  17
 
1. We no longer perceive our bodies; 
2. We no longer perceive our environment; 
3. We no longer judge probability or reality-test; 
4. We respond emotionally to the fiction as though it were real. 
 
As Holland identifies, willing suspension of disbelief may inhibit our ability to distinguish 
reality, but it does not nor cannot inhibit our emotions ​.  This, paired with the fact that the 18
brain has a tendency to associate the emotional state with whatever salient stimuli exist in the  
environment,  results in a base level of passivity expected of the audience within a cinematic 19
experience. As constructed narrative is presented as reality, the audience is afforded 
embodiment of what is onscreen through immersive experience. The non-fictional nature of 
documentary film poses a question as to how the aforementioned mechanisms operate, if at 
all, in such a setting. Though in response I argue the representational nature of documentary 
filmmaking is still subject to creative reinterpretation by the filmmaker, and thus can still be 
considered fictionalised; the addition of score or soundtrack alone is enough to create 
emotional narrative additional to that of the documented content.  
 
Within a non-cinema  setting such as a gallery, the idea of suspension of disbelief begins to 20
dissolve when we consider the average artwork in a gallery setting is courting an active 
engagement from the experiencer via a constructed prompt for discourse by the artist. There 
is, of course, an experiential middle ground within instances of artwork-as-cinema. Featured 
as a centrepiece at the National Gallery of Victoria’s ​Triennial ​exhibition in 2017, the video 
installation ​Incoming ​ by Richard Mosse was in itself a cinema supplanting the gallery space it 
17 ​Norman N. Holland, "The Willing Suspension of Disbelief: A Neuro-Psychoanalytic View". Lecture, PSYART: A 
Hyperlink Journal for the Psychological Study of the Arts, accessed 8th December, 2017, 
http://psyartjournal.com/article/show/n_holland-the_willing_suspension_of_disbelief_a_ne 
18 Ibid. 
19 ​Huron, ​Sweet Anticipation ​, 136 
20 As in, a space that is not housing a traditional commercial cinematic experience. 
12 
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had been allocated. Other than the presence of a looping timeline, free will within audience 
members to enter and leave as they would a non-cinematic gallery space, as well as a lack of 
plush seating, all the usual conventions of the cinematic experience were otherwise in place: 
blackened walls and ceiling, acoustic treatment and isolation of the space itself, large format 
screens, and multi-channel surround sound. Outside of this kind of exceptional instance, in 
effect there is nothing to ‘disbelieve’ within a fine arts context. Moreover, without qualitative 
survey feedback the level of success by which suspension of disbelief can be measured is 
vastly subjectively variable. In place of suspension of disbelief, this research project is instead 
concerned with the principles of immersion in cinematic audiovisual contexts, and how they 
may be implemented within a transposed setting such as installation-based arts contexts. 
These principles of immersion help to establish a framework for manipulation of perceptual 
engagement within site-specific sonic arts installations, achieved through shaping of 
temporality, narrative, and emotional residue via sound. It is this ability of sound to shape and 
change the perception of static visual media that highlights the point of investigation for this 
chapter.  
 
 
2.2  BEYOND THE OFFSCREEN 
The cinema and the gallery space each represent highly contrasted approaches to the 
presentation of audiovisual media. As Andrew Uroskie describes in his book ​Between the 
Black Box and the White Cube​:  
 
“Within the gallery’s brightly illuminated container, the aesthetic spectator navigates a physical 
encounter with the space of the object-come-installation in a temporality of their choosing. The cinema’s box, by 
contrast, intentionally negates both bodily mobility and environmental perception so as to transport the viewer 
away from her present time and local space.”  21
 
Within a traditional cinematic experience, a viewer’s engagement is mandated by the totality 
of the frame and the temporality of the visual narrative. Within a gallery setting, lighting and 
21 Andrew Uroskie, ​Between The Black Box and The White Cube: Expanded Cinema and Postwar Art​ (Chicago, 
University of Chicago Press: 2014): 5 
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spatial arrangement create a set of conditions that shape a viewer’s experience, yet the 
consumption of atemporal visual media such as photography, painting, printmaking, or 
sculpture is ultimately arbitrated by the viewer. In such an instance, their personally-allocated 
limits of time and visual focus delineate the overall engagement with the artwork. In contrast 
to purely visual engagement, the process of listening is much less limited or confined, its 
contours uncertain and changing given the spatiality, temporality, and materializing qualities 
of sound.  Furthermore, the consumption and reception of sound extends beyond the 22
accompanying field of vision into fully spatial three dimensional hearing, a result of 
evolutionary reliance on sound-localization acuity to offset the narrow visual field in mammals.
 As Caleb Kelly writes: “unbounded, sound presents a freedom not attainable for visual 23
objects, which are confined by lines of sight.”  These examples are very much concerned 24
with the immediate, and detail a very present and literal sense of perceptual engagement 
within audiovisual relationships.​ ​As such, in order to comprehensively describe perceptual 
phenomena within audiovisual relationships, we must take into account the fact that 
conscious and active perception is only one part of a wider perceptual field in operation. 
 
Advancements in sound technology in cinema over the years have expanded the spatial field 
from mono, to stereo, to surround sound, to extreme multichannel formats like Dolby Atmos. 
Outside of technological advents, the most significant step for audiovisual relationships within 
the realm of the moving image has been a distancing from the necessity to detail and sonify 
everything on screen. This expands the capability of sound in moving image media, with a 
strong emphasis on suggestion and implication of both activity within, and of the onscreen 
environment itself. As the practicality of spatialisation expands within the sonic arena, so too 
does the role of score and sound design further toward the sensual and psychological.   25
 
22 Chion, ​Audio-Vision ​, 33 
23 Arthur N. Popper, and Richard R. Fay, eds., ​Perspectives on Auditory Research ​ (New York: Springer, 2014): 
277 
24 Kelly, ​Gallery Sound​, 20 
25 K.J. Donnelly, “Extending Film Aesthetics: Audio Beyond Visuals”, in ​The Oxford Handbook of New Audiovisual 
Aesthetics​, eds Claudia Gorbman, John Richardson, and Carol Vernalis, (New York: Oxford University Press, 
2013): 369 
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Arguably the largest and most important binary within the binding of sound and moving image 
is the dynamic relationship between the onscreen and the offscreen. Though despite its 
duplex categorization, it is most certainly a relationship more complex than simply what can 
or cannot be seen. The world of the onscreen is inherently active, and often quite literal, 
invoking ‘synchretic’  pairings of sound and vision. Sonically, the onscreen is occupied 26
primarily by diegetic sound and music. The world of the offscreen is alternatively afforded a 
wealthier creative license due to a comparative lack of necessity for direct visual correlation. 
Offscreen sound can also be divided further into the categories of ‘active’ and ‘passive’. 
Active offscreen sound refers to more direct linear correlations, such as sonifying the 
presence of a character before they enter the frame, or perhaps a present relationship 
between a direct component of the onscreen world with something that exists off-screen. For 
example, in the opening sequence of ​Ocean’s Eleven ​(2001), we see the main character in a 
prison environment, in discussion with his parole board. Although we cannot see them 
initially, the parole board’s presence is implied through the use of active offscreen sound. 
These kinds of instances invite a sense of anticipation and engagement with the narrative 
from the audience. Passive offscreen sound instead works to create atmospheres that 
envelop and create foundations for what is happening on-screen, but does not contribute 
directly.  Passive offscreen sound imbues context into the character or narrative within the 27
frame. This can occur with reinforcement from the on-screen setting, though just as often 
imagination and the theater of the mind are prompted to fill in the blanks. An common 
example of this often exists within establishing shots; the audience member sees a shot of a 
footpath, parked cars, and shop windows, and hears the sound of an inner-urban street as a 
plausible but nonspecific environmental extension. 
 
With passive offscreen sound, the role of sound shifts from an immediate and concrete 
supporting of what is onscreen, to a consideration of the greater character, context, and 
symbolism of the subject as being expressed and delivered through the medium of sound. In 
an arts context, this mechanism activates and materializes an art object through imagined 
26 Pertaining to synchresis - “Synchresis”, ​FilmSound.org ​, accessed 31st January 2018, 
http://filmsound.org/chion/sync.htm 
27 Chion, ​Audio Vision ​, 85 
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context. In this instance, the imaginary becomes the mediator against the potential for the 
infinitely symbolic within art objects.   28
 
Greater expanded narrative within audiovisual relationships results in a need for 
categorization of these expanded spaces that are being suggested within a fine arts context. 
Consequently, the term ‘offscreen’ becomes redundant within any non-screenic audiovisual 
setting. In its place, I will be using the term ‘expanded perceptual space’: this defines 
extension of temporal, emotional, and spatial perception within a non-screenic audiovisual 
setting. This is an important distinction, as it also helps to distinguish between cinematic 
examples and installation-based/non-screenic examples within the research hereafter. Further 
explanation of expanded perceptual space is afforded via an examination of metadiegesis, 
and focalization. 
 
As established, the realm of the onscreen is often signified by diegetic sound and/or music: in 
a cinematic example, we may see a car pull up in a driveway, and subsequently hear the 
matching sound of crunching tyres, a slight squeal of brakes, and an idling engine. The 
offscreen expands the onscreen, either by literal extension of the visualised environment with 
localised offscreen sound, or by abstraction with unlocalised offscreen sound.  The latter can 29
be further divided into distinctions of non-diegetic and metadiegetic sound.  
 
Non-diegetic sound is defined as sound of which the source is not visible on-screen, nor 
implied to be present in the action.  Non-diegetic sound is most commonly manifested as 30
score, contributing perceived emotional value ‘empathetically’ or ‘anempathetically’ to the 
narrative on screen, without being overtly tied to what is on-screen; the music exists 
objectively to the onscreen space, instead of representing the music a character may be 
listening to on their car stereo, for example. Metadiegesis takes this idea of added value a 
step further, suggesting references and context separate to the immediate world of the 
28 Marcella Tarozzi-Goldsmith, ​The Future of Art​: ​An aesthetics of the new sublime ​ (New York: State University of 
New York Press, 1999): 138 
29 Kim Baston, “Not Just ‘Evocative’: The Function of Music in Theatre” ​Australian Drama Studies​ 67 (2015): 
15-16 
30 “Diegetic and non-diegetic sound”, filmsound.org, accessed 2018-08-06, 
http://filmsound.org/terminology/diegetic.htm 
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onscreen.  Metadiegesis itself originates in narratology as a form of secondary narration 31
embedded within the primary narrative, though its use has evolved to describe the effects of 
particular unlocalised-offscreen sound.  
For example, sound design employed to externalize a subject’s inner thoughts or memories 
(perhaps triggered by an event on-screen, yet without direct visual reference on-screen) can 
be described as meta-diegetic.  32
 
With regards to atemporal visual media, metadiegesis forms the basis of any intent to expand 
the ​suggested​ realm of the art object. This is due to the nature of a static object defaulting to 
localised-offscreen even for the most literal sonic correlations. Literary theorist Gérard 
Genette’s concept of zero focalization  presents that the sonic component of an artwork acts 33
as a narrator in and of itself. The ‘narration’ that zero focalization provides is omniscient in 
comparison to the limited knowledge of the character in focus. In an arts context, this extends 
the suggestive power of the audiovisual relationship, as sound is thus able to contribute 
spatial, placial, emotional, or temporal layering outside of the preordained narrative context of 
the art object. ‘Zero focalization’ provides the broadest range of narrative extension, as 
opposed to the additional definitions of ‘internal’ and ‘external’ focalization, which place the 
narration as equal to, and subordinate to the knowledge of the subject respectively.  
 
Both zero focalization and metadiegesis are extremely useful corollaries to help explain the 
role of sound in pairings with atemporal art objects. Though in following with the earlier 
establishment of new terminology within ‘expanded perceptual space’, the distinctions of 
‘localised’  and ‘unlocalised’  offscreen sound present an additional problem when 34 35
discussing non-screenic examples. As a result, I present the term ‘abstracted perceptual 
space’ to define non-screenic extrapolation of unlocalised offscreen sound. This is inherently 
distinct to expanded perceptual space and its respective screenic pairing of localised 
offscreen sound.   
31 Ibid, 7-8 
32 Jennifer Van Sijil, Cinematic Storytelling: The 100 Most Powerful Film Conventions Every Filmmaker Must 
Know (Seattle, Michael Wiese Productions: 2005): 90 
33 ​Gérard Genette, ​Narrative Discourse: An Essay in Method ​(Oxford: Blackwell, 1980): 188-89 
34 Ibid., 14-15 
35 Ibid., 14-15 
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2.3  TEMPORALITY 
The largest and most obvious discrepancy between temporal and atemporal visual media lies 
within the inherent issue of temporality itself. Moving image media is inherently durational, 
and in its unfolding presents its own sense of time as an alternative to the everyday personal 
temporal experience of a viewer. Considering Holland’s aforementioned criteria for 
suspension of disbelief, we can mark this alternative offering of temporality as ‘the fiction’, 
even though the durational experience of it is very much a matter of fact. Thus, in a truly 
successful immersive experience the experiencer is able to welcome an alternative 
temporality as their own. If we then consider the prioritised role for sound within moving 
image media principally as a conveyance of meaning, it is then a natural progression to place 
the temporality of sound as secondary to that of the vision it supports. In this role, sound 
design, dialogue, and score work together to support visual narrative, to provide emotional 
colour, or to maintain the visual grammar onscreen.  Alternatively, the unique temporality of 36
sound may be offered as one that is separate to the visual narrative it accompanies. In either 
role, the contribution of temporality through sound exists in a variety of functions.  
 
The score composed by Hans Zimmer for the film ​Inception ​ (2010) provides a complessing 
filmic example of sound denoting alternate temporality to that implied onscreen. The film itself 
is an excellent testbed for temporal play, considering that the narrative itself is wholly 
structured around ideas of multiplicities of temporal perception, manifested within shared 
dreams (in the film, speculative technology allows individuals to share each other's dream 
space). As rationalized within the film’s narrative, each layer of dream entered results in a 
smaller fractionalised actuality of time, in relation to real-scale passing of time. Thus, even 
though characters in a dreamworld are experiencing time perceived as normal on-screen, 
time passes at an extremely slow rate out of the dreamworld.  As revealed by Zimmer 37
himself, the score was derived entirely from subdivisions and multiplications of the Edith Piaf 
36 ​Tomlinson Holman, ​Sound for Film and Television ​ (Massachusetts: Elsevier, 2010): vi-vii 
37 ‘Inception’ synopsis - https://www.imdb.com/title/tt1375666/plotsummary#synopsis 
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song ‘Non, Je Ne Regrette Rien’,  featured in the film as ‘the kick’: a tool used by the 38
characters to bring them out of dream states and back to reality. Within the film’s established 
‘reality’, the song plays at normal speed, and thus correlates a 1:1 for perception of time 
across both sound and vision. The music itself also continually traverses back and forth 
between diegetic representation (as a tool for, and heard by the characters onscreen) and 
non-diegetic representation (as soundtrack). As the characters progress deeper into the 
dream worlds, the score switches roles to refer to the original passing of time in ‘reality’, 
realised as an orchestral interpretation of the Piaf song slowed accordingly to the dictating 
temporal subdivision of the respective dream world. In this instance, sound has two roles: the 
sound design maintains the perceived-as-normal temporality of the characters and their 
relative space, through actualization of dialogue, fight sequences, etc, as ‘normal’. 
Concurrently, the score shadows and suggests an alternate experience of time to that 
onscreen as it abstracts the visual narrative metadiegetically. In examples such as this within 
Inception ​, the score assumes the position of the omniscient narrator with a language of zero 
focalization. 
 
This is, of course, a highly specific example of temporal fluidity within an audiovisual 
experience. Sculptor Anish Kapoor, in discussing how he approaches perceptual engagement 
within his artworks, defines two temporal discourses: as a tool for a creation of passage 
through the work, and as a literal elongation of a moment.  Michel Chion alternatively 39
identifies three distinct examples: the delta between the visual media’s animation and the 
temporality of the soundtrack, temporal linearity as a variable, and the creation of a sense of 
imminence to either numerous or no eventualities.  This temporal animation that Chion 40
speaks of creates a point of conjecture when faced with atemporal art objects accompanied 
by sound, as there is simply nothing animated for the sound to link with and thus imbue a 
perception of time. Within the context of atemporal visual media, a loose idea of a moving 
image can still be constructed from the notion that the participant’s point of view moves, due 
to the release of agency in focus and frame. In essence, this reframes how one visually 
38 “Inception soundtrack created entirely from Edith Piaf song”, The Guardian, accessed 2018-08-03, 
https://www.theguardian.com/music/2010/jul/29/inception-soundtrack-edith-piaf 
39 “Descent into limbo”, Anish Kapoor, tate.org.uk, accessed 2016-08-28, 
http://www.tate.org.uk/context-comment/articles/descent-into-limbo-anish-kapoor  
40 Chion, ​Audiovision ​, 13 
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engages with the work in reference to their own personal sense of time. The significant and 
overriding caveat within this example is that this is a moving image that is essentially beyond 
the limits of control of the artist. Notwithstanding the ability of sound to infer an imagined 
temporalization upon static physical materials, the necessary temporal precision required for 
the level of control needed in the majority of effective audio-visual techniques disappears 
when it is expanded outside the realm of technical precognition within linear timelines. In 
order to create any inherent synchronicity within visually-atemporal examples of audiovision, 
an artwork must augment its presentation to include visual temporality by other means. As an 
example, Darrin Verhagen’s artwork ​A series of small wire objects (many of them 
uninteresting) ​(2014)  used shadow to animate atemporal objects, and by so doing generated 41
a visual sense of temporality to which sonic gesture could bind and create moments of 
audiovisual synchronicity. Of course, this particular issue speaks to very literal ideas of 
synchronicity within audiovisual relationships, and not all audiovisual experiences require 
synchronicity to convey meaning.  
 
The landscape works by filmmaker James Benning present a useful example of a practice 
existing in between the cinema and the gallery, with regards to his approach to conveyance of 
temporality. His works are screen based video works, and are thus outright ‘moving images’ 
by default. Yet Benning’s works, particularly ​Nightfall ​ (2011) provide a useful example of 
audiovisuality where temporal narrative is driven by sound, due to the lack of activity in the 
visual narrative. The film in question documents the trajectory of late afternoon through to 
nightfall, within a covered forest setting. The colour and quality of light changes throughout 
the 100+ minute duration, yet the moment-to-moment visual activity onscreen is practically 
non-existent. Thus, sound is the primary indicator of instantaneous passing of time, as well as 
providing essential narrative context of the onscreen environment. The video installation 
Isolation ​ (2012) by sound artist  Philip Samartzis is another example of a similar temporal 
approach to Benning’s. ​Isolation ​ presents extremely still settings in Antarctica captured on 
video, accompanied by a soundwork. As with a number of Bennings other works, ​Isolation 
does have a significantly larger amount of visual edits, though aside from a change of visual 
41 “Soundtracks”, ​Darrin Verhagen artist website ​, accessed 2018-03-04, 
https://www.darrinverhagen.com/soundtracks.html 
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composition, the edits rarely, if at all, convey a passing of time within the narrative of the film 
itself. As with ​Nightfall ​, the ​sense​ of time within ​Isolation ​ is driven by sound. 
 
Outside of the aforementioned specific examples, it is evident that any atemporal visual 
media must outsource its sense of time to a supporting salient stimulus, as there is none for 
the art object itself to offer. This supporting temporal contribution may come from a 
superimposed temporality via sound, or from the human-time of the experiencer themselves. 
Fine Art academic ​Elizabeth Buhe’s discussion of temporality in relation to ‘time sculpture’ 
provides a useful description of this mediation of temporalities between experiencer and 
artwork: 
  
“The artist intentionally mediates the construction of time and how the viewer will experience it. Waiting 
for the work of art produces a temporal disturbance that takes us out of “human time” and puts us into the 
“object’s time”...the beholder’s innate curiosity to understand the world prompts them to cede the  agency of 
human time, to stay and reconcile the unknown durations of both the work and of their stay in front of it.”   42
 
‘Time sculpture’ can be directly substituted by ‘sound accompanying atemporal visual media’ 
in this instance. As discussed previously, temporality is superimposed via sound, as opposed 
to a reliance on a sense of time inherent within the visual media itself. A drawback with 
Buhe’s argument is her inference of active participation in temporal exchange. Considering 
that emotion, environment, and physicality are all major figures in the variability of one’s sense 
of time,  it is implausible to infer a cognizance in the experiencer with regards to a sense of 43
time. Outside of a literal counting of temporal subdivisions — a musician playing to a 
metronome, for example — it is extremely uncommon to consider subjective temporal 
experience concurrent to actual objective temporal experience. Buhe additionally posits a 
heightened perceptual engagement which comes as a result of ‘temporal uncertainty’  44
(anticipation), and importantly, a curiosity which follows. This sense of intrigue is defined more 
specifically in the studies of psychology of expectation; the ‘imagination response’, which 
42 Elizabeth Buhe, “Waiting for Art: The Experience of Real Time in Sculpture”, ​Contemporaneity​, 1, 2011, 118, 
doi: 10.5195/contemp.2011.20 
43 Claudia Hammond, Time Warped: Unlocking The Mysteries of Time Perception (Toronto, House of Anansi 
Press Inc.: 2012): 5 
44 Ibid. 
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makes outcomes emotionally and psychophysiologically palpable by manifesting the feeling 
of them in the mind’s eye.  This kind of anticipatory projection is a key marker of the ability of 45
sound to create fluidity within temporal perception.  
 
 
2.3.1 VIDEO GAMES AND TEMPORAL FLUIDITY 
In the prior section I described how sound can afford alternate temporalities to those which 
are portrayed onscreen. Though regardless of where it is deployed (cinema, arts, etc), this 
affording of alternate temporality is still in accordance with the primary role of sound in any 
audiovisual context: to convey a sense of meaning. In instances where disjuncts in visual 
narrative may detract from a coherent sense of meaning, sound can use its own metadiegetic 
effect to smooth perceived ruptures, and create a fluid sense of time within a work. 
 
Video games provide an interesting intermediary between the experience of moving image 
and atemporal visual media with regards to the experience of time. In particular, sound acts 
as a temporal/narrative stabiliser in instances of frequent restarting of narrative progression 
due to death and respawn. ‘Death’ in this context refers to a failure to meet a stipulation to 
progress the narrative of the game; this may be a literal death of a player-controlled 
character, or perhaps a wrong answer or time-limit in a puzzle game. ‘Respawn’ refers to a 
reinstancing of time at the closest narrative marker or chapter prior to death ingame. Sound 
designer and composer Martin Stig Andersen discusses the role of sound in the 
death-respawn problem at length in his presentation at the 2016 Game Developers 
Conference.  In particular, he posits sound as the key actuator in maintaining a temporal 46
stability across a video game where the death/respawn problem is active. This is achieved 
through soundtrack as metadiegesis. An example of this can be found in the score and sound 
design created by Andersen for the video game ​Inside​.  Both games follow a protagonist 47
who has a high potential of regularly dying as the player progresses through the narrative; as 
45 ​Huron, ​Sweet Anticipation ​, 8 
46 Presentation at GDC 2016 by Martin Stig Andersen. “A Game That Listens - The Audio of INSIDE” (video), 
2016, accessed 2018-03-05, ​https://www.gdcvault.com/play/1023731/A-Game-That-Listens-The 
47 ​Inside ​, Arnt Jensen (Director), Martin Stig Andersen (Composer, Audio director, Sound designer), Søs Gunver 
Ryberg (Sound designer) (Playdead: Playdead, 505 Games, 2016), video game 
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is the case in many games, death is often an inevitable result of problem solving. Frequent 
death-respawn therefore results in stumbling transitions and disruptive cuts to the sense of 
place formed through audiovision. To fix the problem;originally identified by Andersen in the 
development of Playdead’s preceding game ​Limbo​;  sound was separated from the loading 48
and unloading of memory by the game engine, and was thus able to maintain its temporality 
as a constant. Thus, as the player hears the atmospheric hybrid score/sound design of the 
respective environment their character is in, the sound continues fluidly through any deaths 
and following respawns, retaining a constant presence of the environment. By so doing, this 
provides a placial foundation upon which any secondary audiovisual elements can then 
operate freely. Andersen’s practice itself has evolved from sonic arts installations, and as 
such he relates the temporal fluidity inherent within video games to the experience of sound in 
gallery and site-specific situations; instances in which “everything happens in the present.”  49
This temporal dimensionality defines my own compositional methodology with regards to the 
sound works created for the practical component of this research. This will be further 
explored in chapter four.  
 
 
2.4  SUMMARY 
In this chapter I outlined cinematic principles of immersion, and discussed in what way they 
may be transposed into an atemporal visual media context. I examined the division between 
onscreen and offscreen sound, and in so doing posited that an expansion away from screenic 
terminology required the establishment of new spatial concepts: expanded perceptual space 
and abstracted perceptual space. I then discussed temporality in relation to both moving 
image media and atemporal visual media. I consequently identified that sound acts as the 
primary conduit for temporality when situated with atemporal visual media. I finally discussed 
video games as an example of a moving image media wherein the role of sound in relation to 
temporal fluidity parallels that within installation-based sonic arts practices.  
 
48 ​Limbo ​, Arnt Jensen (Director), Martin Stig Andersen (Composer), (Playdead: Playdead, Microsoft Game 
Studios, 2010), video game 
49 Interview with Martin Stig Andersen. “DEATH IN DESIGN: Martin Stig Andersen” (video), 2017-05-01, 
accessed 2018-03-05,​ ​https://vimeo.com/215488901 
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